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The  art  or  Hillary  Leone  and  Jennifer  Macdonald  explores 
secret  stories  and  embedded  codes,  alternately  speaking  and 
refusing  to  speak  to  its  viewer.    Over  the  course  or  their  six- 
year  collaboration,  the  artists  have  produced  sculptural  objects 
and  site-specific  installations  which  hover  between  language 
and  abstraction,  between  legible  content  and  its  evanescence. 

In  Ashes,  Ashes  We  All  Fall  Down  of  1989-91,  Leone 
&  Macdonald  pattern  the  surface  oi  sand  to  record,  in  Braille, 
the  names  or  people  lost  to  AIDS.  The  paradox  at  the  heart  or 
the  piece:  if  one  tries  to  read  the  Braille,  to  "touch"  a  name, 
it  disappears,  a  vanishing  which  resonates  with  that  or  the 
remembered  individual.    A  language  system  based  on  touch 
here  ceases  to  function  when  touched;  a  code  for  the  blind, 
now  inscribed  on  sand,  functions  as  a  visual  memorial 
of  infinite  fragility. 

For  Private  Parts  (bites  ana  Secretions)  of  1992,  Leone 
&  Macdonald  use  branding  irons  to  fire  arabesque  patterns 
onto  handmade  sheets  of  paper.  Though  ostensibly  abstract, 
each  mark  in  fact  represents  a  word  in  Gregg  shorthand,  a 
note-taking  system  traditionally  employed  by  court  reporters 
and  executive  secretaries.    Once  decoded,  these  calligraphic 
marks  emerge  as  an  explicit  lexicon  of  sexual  anatomy 
(e.g.,  labia,  semen,  vagina).    Taking  us  to  the  seeming  edge 
of  abstraction,  Private  Parts  then  asks  us  to  consider  the 
sexual  body  and  its  "branding"  by  language,  by  law,  and  by 
the  larger  culture. 

In  both  Ashes,  Ashes  and  Private  Parts,  Leone  &  Mac- 
donald employ  alternative  forms  of  language  to  drive  a  wedge 
between  form  and  content,  between  the  visually  arresting 
appearance  or  their  art  work  and  the  specific  information 
encoded  in  it.    In  Double  Foolscap,  their  new  installation  lor 
the  Whitney  Museum  at  Philip  Morris,  the  artists  once  again 
combine  visual  pleasure  with  veiled  content.    For  the  first  time, 


Ashes,  Ashes  We  All  Fall  Down,    I  989-9  I . 
Braille  in  sand  in  wooden  box,  60  x  60  x  14  in. 

nowever,  they  nave  abandoned  specific  codes  or  language 
systems,  focusing  instead  on  the  site  and  potential  scene  or 
writing:  tne  (beautifully)  blank  page. 

In  Double  Foolscap,  Hundreds  ol  sheets  or  textured  paper 
wrap  around  tne  walls  ol  the  gallery  to  form  a  monumental 
grid  or  contrasting  monochromes.  Beyond  its  reference  to 
Minimalism  and  L  olor  Field  painting  ol  the  1960s,  the 
installation  holds  within  it  another,  and  more  hidden,  history: 
that  ol  its  own  making.    Over  the  course  ol  a  year,  the  artists 
produced  these  pages  Irom  their  personal  clothing.  They  liter- 
ally shredded,  boiled,  soaked,  pulped,  and  pressed  their  wardrobe 
into  more  than  one  thousand  sheets  ol  paper.    Defying  the 
conventions  ol  papermaking,  Leone  &  Macdonald  used  not  only 
cottons,  linens,  and  silks  as  their  source  material,  but  synthetic 
and  highly  processed  garments  such  as  lycra  bathing  suits,  velour 
shirts,  polyester  pants,  mixed-blend  sweaters,  and  suede  winter 
coats.    The  extraordinary  papers  which  resulted,  deeply  saturated 
in  color  and  densely  layered  in  texture,  function  both  as  painter- 
ly abstractions  and  empty  pages  awaiting  inscription. 
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Vagina,  lrom  Private  Parts 
(Sites  ana  Secretions),  1992. 
Branded  paper,  16  x  20  in. 
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For  the  artists,  as  for  each  or  us,  certain  garments  or 
clothing  carry  private  associations  ana  powerful  memories:  a 
sweatshirt  shared  with  a  former  lover,  an  oxford  once  favored  by 
your  lather,  a  suit  purchased  lor  an  office  job  since  abandoned. 
The  process  ol  shredding  their  wardrobe  into  paper  otiered  Leone 
&  Macdonald  an  opportunity  to  "shred    the  stories  locked  inside 
that  wardrobe,  to  escape,  ii  momentarily,  the  identities  (i.e., 
girlfriend,  daughter,  temp)  evoked  by  their  attire.    "For  us," 
the  artists  write,  "it  is  a  fantasy,  a  chance  to  reinvent  our  stories 
as  something  else:  paper,  blank  and  full  ol  possibility."  Double 
Foolscap,  tar  from  a  confessional  or  openly  biographical  work  of 
art,  does  not  reveal  the  artists'  private  stories  about  their  clothing. 
Instead,  it  refashions  that  clothing  into  an  open  field  onto  which 
viewers  might  project  their  own  images  and  associations. 

Leone  &  Macdonald  pulled  each  sheet  of  paper  by  hand  to 
the  same  dimensions  (17  x  27  inches),  a  size  known  since  the 
Renaissance  as  "double  foolscap."  Playing  off  this  reference, 
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Double  Foolscap,   1994,  installation 


Double  Foolscap, 
1994,  details 


the  artists  nave  repeatedly  summoned  the  ligure  ol  the  (double) 
lool  into  the  present  work.    On  the  lower  right  corner  ol  each 
page,  a  watermark  depicts  two  iemale  jesters  standing  arm  in  arm 
with  their  hacks  to  the  viewer  and  their  heads  joined  hy  an  over- 
sized toolscap.    \  isible  only  when  the  paper  is  held  up  to  light, 
the  watermark  {unctions  as  a  moment  or  subtle  or  submerged 
figuration  within  an  otherwise  abstract  Held.    Invented  in  tliir- 
teenth-centurv  Italy,  watermarks  traditionally  identilied  the 
producer  or  the  size  or  paper  on  which  they  appeared.    They 
sometimes  signaled  membership  in  secret  societies  or  mystical 
sects,  a  lact  relevant  to  the  "secret    alliance  ol  Leone  &  Mac- 
donald  with  the  paired  jesters  impressed  on  their  paper.    In 
Double  Foolscap,  the  Iemale  jesters  lunction  as  surrogates  (or 
signatures)  tor  the  artists,  liguring  their  presence  on  each  page 
ol  the  grid  even  as  they  vanish  into  virtual  invisibility.    The 
paired  jesters  are  appropriate  stand-ins  lor  Leone  C'  Macdonald, 
in  part  because  the  artists,  coupled  in  collaboration,  cast 
themselves  as  contemporary  lools  within  the  liction  ol  this 
installation. 

Double  lools  reappear  in  two  sepia-tone  portraits  on  the 
lar  wall  ol  the  gallery,  each  ol  which  depicts  a  woman  with  a 
shaved  head  engaged  in  a  moment  ol  private  perlormance  or  mas- 
querade.   These  portraits  seem  to  stand  outside  the  specilicity  ol 


historical  time  and  place,  alternately  suggesting  the  medieyal  and 
the  modern,  the  courtly  and  the  contemporary.    The  left-hand 
rigure,  posed  in  the  twentieth-century  garb  or  a  "lady    (checked 
wool  dress,  grosgrain  how  tie,  black  pumps)  stares  intently  out 
at  the  viewer  while  wielding  a  large  pair  of  sewing  scissors.    The 
slashed  sleeve  and  lower  shirt  of  her  dress  lie  discarded  on  the 
floor  helow,  the  apparent  victims  of  her  own  handiwork.    In  the 
companion  image  to  the  right,  a  hald  woman  in  a  court  jester  s 
robe  holds  a  vanity  mirror  in  one  hand  and  a  hair  brush  in  the 
other.    Both  props  are  paradoxical  since  the  woman  has  no  hair 
to  brush  and  the  mirror,  into  which  she  seems  to  gaze,  reflects 
not  her  own  face  but  that  of  the  other  figure.    The  paired 
portraits,  at  once  foolish  and  menacing,  powerful  and  perverse, 
inject  a  note  of  defiance  which  Double  Foolscap  elsewhere  leaves 
implicit.    These  shaved  women  refuse  to  look  or  "dress  the  part 
of  appropriate  femininity,  a  refusal  which  rhymes  with  Leone  & 
Macdonald  s  own  shredding  ol  their  collective  wardrobe. 

The  specific  contents  or  that  wardrobe  have  been  recorded, 
we  might  even  say  memorialized,  in  a  catalogue  displayed  at 
the  center  of  the  gallery.    This  hand-made  book,  entitled  The 
Artists    Wardrobe ,  meticulously  documents  each  of  some  three- 
hundred  garments  with  a  miniature  photograph,  an  inside  label, 
and  a  small  swatch  of  fabric.    As  seen  against  the  monochromes 


on  the  surrounding  walls,  these  tiny  images  and  nits  of  Informa- 
tion emerge  as  surprisingly  powerful  objects.    In  studying  the 
entry  for  each  garment,  whether  L.L.  Bean  sweater,  Anne  Klein 
dress,  or  Jochey  For  Her  underwear,  we  try  to  match  it  to  the 
corresponding  sheets  of  paper  in  the  grid.    In  some  cases,  recog- 
nizable vestiges  of  the  original  fabric — a  hit  of  scotch  plaid  here, 
a  remainder  of  elastic  waistband  there — are  embedded  within  the 
individual  pages  ol  paper.    More  often,  the  paper  has  become  a 
hybrid  ol  different  filaments  and  fabric  dyes  which  cannot  be 
traced  bach  to  a  source  in  The  Artists    Wardrobe .    The  catalogue 
thus  remains  an  open-ended  work  of  remembrance,  recording  the 
components  ol  the  artists   wardrobe  while  playfully  refusing  to  tie 
them  to  the  specific  pages  they  have  produced. 

In  an  equally  tantalizing  gesture,  The  Artists    Wardrobe  never 
differentiates  Leone  s  clothing  from  Macdonald  s.    The  garments 
are  instead  grouped  by  sartorial  category:  shirts,  shirts,  shorts, 
and  so  on.  Tbis  inmixing  might  refer  to  the  collaborative  tech- 
nique of  the  artists,  to  their  own  refusal  to  distinguish  between 
their  professional  identities.    But  there  is  another  association  to 
be  drawn  as  well,  one  lodged  more  at  the  level  of  suggestion  than 
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of  specific  declaration:  Leone  &  Macdonalcl  share  their  clothing 
because  they  share  their  lives.    For  some  viewers,  the  intimate 
partnership  of  the  artists  may  seem  irrelevant  to  the  production 
of  their  art  work.  Yet  Double  Foolscap  not  only  focuses  on 
female  coupling  and  alternative  social  identities,  it  literally  opens 
the  artists    private  "closet    to  public  view.    Leone  &  Macdonald  s 
sustained  attention  to  secret  stories  and  half-hidden  forms  of 
visibility  is  inflected,  if  never  exhausted,  by  questions  of  lesbian 
identity  and  same-sex  partnership. 

In  Double  Foolscap,  the  artists  macerate  their  combined 
wardrobe  into  a  blank  field  of  paper,  an  open  grid  awaiting 
new  inscriptions.    Yet,  as  they  themselves  note,  such  blankness 
remains  something  of  a  "fantasy,     a  fool  s  dream  of  infinite 
possibility.  Llothing  marks  both  our  public  persona  and  our 
private  sense  of  self,  cloaking  and  contouring  our  bodies  in 
ways  which  carry  legible  signs  of  gender,  class,  and  sexual 
preference.    While  Double  Foolscap  stages  a  spectacular 
escape  from  the  artists'  own  wardrobe,  it  also  reminds  us 
how  powerfully  our  clothing — and  our  closets — continue  to 
define  our  lives.     — Richard  Meyer 
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Hillary  Leone 

Born  in  Miami,  1962 

Studied  at  Brown  University, 

Providence,  Rhode  Island 
(BA,  1984);  California  Institute 
of  the  Arts,  Valencia  (BFA, 
1986);  Independent  Study 
Program,  Whitney  Museum  or 
American  Art,  New  York  (1989) 
Lives  in  New  York 


Jennifer  Macdonald 
Born  in  New  York,  1958 
Studied  at  Brown  University, 
Providence,  Rhode  Island 
(1977);  School  of  Visual  Arts 

New  York  (BFA,  1980) 

Lives  in  New  York 
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1990 

Grade  Mansion  Gallery, 
New  I  ork 

1992 

Fawbusn  Gallery, 
New  York 


1989 

Grey  Art  Gallery  ana  Study  Center, 
New  York  University, 
"Lxcommunication:  Some 
Notions  on  Marginality 

Real  Art  Ways,  Hartford, 
"The  Elements:    Sex,  Politics, 
Money  &  Religion" 

1990 

New  Langton  Arts,  San  Francisco, 
"The  Word:    Text— Ohjeet— 
Ontology" 

LACE ,  Los  Angeles, 

"How  Can  They  Be  So  Sure? 

Real  Art  Ways,  Hartford, 
"Through  A  Glass  Darkly" 

1991 

Art  in  General,  New  York, 
"Positions  of  Authority 
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The  Denver  Art  Museum, 
"Visions/Revisions:  Selections 
rrom  the  Contemporary 
Collection" 

Pence  Gallery,  Santa  Monica, 
California,  "Consorts" 

P.S.  1  Museum,  The  Institute  ror 
Contemporary  Art,  Long  Island 
City,  New  York,  "New  York 
Diary:  Almost  Twenty-Five 
Ditrerent  Things" 

La  Sala  Menaoza,  Caracas, 
Venezuela,    Arte  joven  en 
Nueva   I  ork 

1992 

Islip  Art  Museum,  East  Islip, 
New  York,  "Access! 

Betty  Rymer  Gallery ,  School  or 
The  Art  Institute  or  Chicago, 
"Power  Play" 

1993 

VThitney  Museum  of  American  Art, 
New  York,  "1993  Biennial 
Exhibition" 

Gallery  400,  University  ol  Illinois 
at  Chicago,  "In  Flux" 


National  Museum  of  Contemporary 
Art,  Seoul,  Korea,  "Whitney 
Biennial  in  Seoul" 

Museo  Statale  a  Arts  Mcaioevale 
e  Moaerna,  Arezzo,  Italy, 
"Oro  d'autore:    Giappone  e 
Stati  Uniti  a  America" 
(traveled) 

Lawbush  Gallery ,  New  York 

Krannert  Art  Museum,  University 
or  Illinois  at  Urbana-Champaign, 
Illinois,  "Paper  Trails: 
The  Eidetic  Image" 

Aspen  Art  Museum,  Colorado, 
"Sculpture  Aspen" 

1994 

Fogg  Art  Museum,  Harvard 
University,  Cambridge, 
Massachusetts,  "Power,  Pleasure, 
Pain:  Contemporary  women 
Artists  and  The  Female  Body 

Snug  Harbor  Cultural  Center, 
Staten  Island,  New  York, 
"Threshholds  and  Transitions 
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Whitney  Museum  ol  American  Art  at  Philip  Morris 
Park  Avenue  at  42nd  Street 
New  York,  New  York     1  00 1 7 


Gallery  Hours 

Monday-Friday,  11:00  am-6:00  pm 

Thursday,  11:00  am-7:30  pm 

Sculpture  Court  Hours 

Monday— Saturday,  7:30  am— 9:30  pm 

Sunday,  11:00  am-7:00  pm 

Gallery  Talks 

Wednesdays  and  Fridays  at  1:00  pm 

Free  admission 

Tours  by  appointment 

For  more  inlormation,  call  (21.2)  878-2453 


Staff 

Tnelma  Golden 
Associate  Curator 

Jeanette  \  uocolo 
Manager 

Dina  Helal 

Coordinator,  Family  ana  Community  Programs 

Lisa  Dent 
Gallery  Assistant 
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All  photographs  by  George  Hirose  except  Susan  Einstein  (p.  2,  top)  and 

Tom  Warren  (p.  2,  hottom;  pp.  4—5). 


